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There is no binary division to be made between what one says and what one does not say; we must try to determine the different ways of not saying such things, how those who can and those who cannot speak of them are distributed, which type of discourse is authorized, or which form of discretion is required in either case. There is not one but many silences, and they are an integral
part of the strategies that underlie and permeate discourses. In what follows, I focus on a scene in Hemingway's 1926 novel, The Sun Also Rises, which involves several textual omissions within the characters' dialogue. This scene occurs at the end of Book One, when the novel's two primary protagonists-Jake Barnes and Lady Brett Ashley-patronize Zelli's jazz club in the Montmartre district of Paris.
Historically, this district drew and supported the greatest number of African-American expatriates during the interwar years, many of whom were jazz artists. There, Jake and Brett drink, dance, and "Aggravatin' Papa" Jake's narration relies on synecdoche to tear him to pieces-"all teeth and lips"-there is apparently enough left of the drummer for him to look back, smile, and engage Brett. Jake's disgusted reaction at the possibility of Brett's transgression functions as the baseline of American moral and racial propriety. In part, the anxiety and anger he expresses in this passage evinces a desire to uphold conventional, segregated attitudes about race and sex. Increasingly, as the chapter nears its conclusion, the narrative gives greater attention to Jake's internalization of the scene. Though external details still permeate the text, the direct references to Jake's psychological stress convey an expressionist aesthetic:
"Come on. Let's dance," Brett said.
We danced. It was crowded and close.
"Oh, darling," Brett said, "I'm so miserable."
I had that feeling of going through something that has all happened before. "You were happy a minute ago."
The drummer shouted: "You can't two time-" (70) This slightly shifted focus to Jake's inner turmoil-that is, his anxieties about miscegenation-sets up the potential for a direct commentary on racial ideology. However, the text ultimately retreats from such a direct confrontation and instead turns to formal omissions, silencing the drummer's voice. When reading this passage, it is imperative to consider the ambience: "Aggravatin' Papa" permeates the space, and The companion piece to the initial dance, this passage follows the general pattern set forth in Brett and Jake's first movement through the club. Where the first interaction with the drummer suggests Brett's intimacy with him-by way of Jake's reaction and her subtle recognition of their "great" friendship-this second dance makes it much more explicit in the line "You can't two time." This common sexual innuendo would be well known to any reader; the drummer's force. Thus, his conspicuously silenced voice dramatically impacts the novel's representational strategies, suggesting that silence itself "is less the absolute limit of discourse, the other side from which it is separated by a strict boundary, than an element that functions alongside the things said, with them and in relation to them within over-all strategies" (Foucault 27 ).
On one hand, the scene in Zelli's becomes "an emotional and intellectual complex in an instant of time," whereby the writer exerts 
II.
Bhabha's discussion of discursive liminality bears special relevance not only to the aesthetic and ideological nuances within "Aggravatin'
Papa," but also to the manner in which the song appears in The Sun The pre-chorus serves as a preface, and though it lacks the lyrical personality and rhetorical force of the chorus and coda, this prefatory component is vital to the song's signification because it situates the conflict within a specific geographical milieu. 4 The preface tells us that the drama takes place "'Way down in Alabam'"; depending on one's lyrical interpretation, this line invites two different ways of locating Birmingham, both of which place it at a cultural extreme. Read simply as "way down in Alabama," the line recognizes that a significant distance separates the narrator from the scene she sets up; if we retain the apostrophe and read "'Way" as "away" in dialect, then the song's narrator further accentuates the distance and alterity of Birmingham, which locates it not only at a significant geographical remove, but also imparts to it a sense of isolation and regional closure. In The Nation's Region: Southern Modernism, Segregation, 3 For the purposes of this study, I limit my analysis to the first pre-chorus, the main chorus, and the first coda. However, the musical score indicates that there are multiple repeats, and-with the exception of the main chorus-the vocals change with each repeat. underpinning the song's regional setting. Furthermore, her recognition that a minority subject can signify "within and yet beyond" the constraints of the dominant ideology allows us to continue to recognize oppositional potential in a song written by two white composers. Indeed, the compositional history of a text and its performative value can be assessed on two entirely different levels;
here, the black female vocals operate on "an altogether different register" (Sandoval 77 ) that gives agency back to Mandy Brymm.
In the song's chorus, Mandy asserts that "If you step out with a high brown baby, / I'll smack you down, and I don't mean 'maybe'" (Turk and Robinson 3). Her anger derives from his infidelity, but is significantly concentrated in the fact that his other love interest is "high brown"-that is, a light-skinned African-American woman. As critics and historians have thoroughly shown, the hierarchical structure of the white/black binary infiltrated the cultural imagination of African-American communities, where a lighter skin tone was often seen as more desirable than a darker one. Thus, by calling out Papa for his preference of a light-skinned girl, she aligns him with the oppressor, and thereby makes of him a suitable substitute.
The song therefore attempts to negotiate the crisis of racial and sexual politics in America, and it does so by deploying an imaginative geography attuned to the ideological discourses of racial, regional, and national identity. Performed by the black singer, it is not merely a reflection of social discontent, but a conscious and active confrontation with totalizing national discourses that perpetuate racist In a sense, Hemingway riffs on the power play at work in "Aggravatin'
Papa." Mandy Brymm and Brett thus function as analogous threats to male hegemony. 6 Just as Turk and Robinson displace the sexuality 6 My recognition of this similarity between Brett and Mandy is certainly not intended to level the immense differences between their socioeconomic and cultural conditions. Sandoval offers perhaps the most instructive manner in which to read their distinct yet mutually anti-patriarchal positions: as "two different understandings of domination, subordination and the nature of effective resistance" (75). This allows us to maintain a valuable relation between the two characters and continue to emphasize the oppositional potential they embody. Furthermore, using Sandoval to articulate the nature of their resistance reveals "Aggravatin' Papa" Pivot 3.1 28 and anti-patriarchal voice of Mandy to an imagined, racially marked South, so too does the novel attempt to isolate and contain Brett's racially transgressive sexuality at the same time that it produces it.
As Lori Robison suggests, "the American cultural investment in region, specifically in the South, can serve larger ideological projects" (67).
Deployed subtextually, the space of the South confers an evident political dimension to the novel. The appropriation and suppression of the song thus allows us to interrogate a whole a pattern of narrative relationships that hinge upon the drummer's silenced voice.
III.
The Zelli's scene in The Sun Also Rises provides a unique opportunity to reconsider the theory of omission as an aesthetic performance of social conflict. What we see in Hemingway's stylistic experimentation is a struggle within the act of mediation, a struggle that evinces the capacity of language to exert-and not merely reflect-an active social force. Thus, readings that rely upon censorship as the final explanation for the drummer's silenced voice remain insufficient.
Though such readings attempt to provide a historical public context for this strategy in the text, they also, in the words of Steve Giles, "render virtually impossible the task of clarifying the complex and contradictory set of relationships between (artistic) modernism and the extent to which these modernist figures perform some of the conflicts within feminist thought, in advance of contemporary theory. Despite the fact that elements of the narrative reflect certain social attitudes, it would miss the mark to suggest that the novel sets up a direct confrontation with structures of power. Keneth Kinnamon approximates the veiled presence of all things political in Hemingway's early work: "In his imaginative writing of this first major period of his career, political issues appear more often than has generally been noticed or acknowledged, though they seldom become a major theme" (151). Somewhat problematically, Kinnamon suggests that "major themes" serve as the primary feature by which a text conveys ideological conflict. For Hemingway and his high modernist peers, style was the central concern and driving force of aesthetic innovation, and therefore style provides us with the best tool for investigating the ideological underpinnings of a text. DeKoven emphasizes the profound impact of modernist craft as a political force when she argues that " [t] he debate over the politics of modernist form, like modernist form itself, inhabits and perhaps defines the space of unresolved contradiction or unsynthesized dialectic which… makes modernist form exemplary of the best hope for aesthetic politics in our time" (679). The highly stylized silences that inhabit Hemingway's texts thus provide far more than some submerged "Aggravatin' Papa" Pivot 3.1
